Trata-se de examinar alguns aspectos da vida e da obra de Burle Marx que iluminam o contexto mais amplo da construção da criatividade e da originalidade artísticas no Brasil ao longo do século XX. A relação do paisagista com a natureza tropical e com a tradição artística e científica européia é, ao mesmo tempo, muito típica e muito peculiar desse contexto, em função da especificidade "natural" da matéria prima de sua obra. Um traço "mitológico" muito recorrente em suas biografias guiará esta análise: a da sua suposta "descoberta" da natureza tropical no Jardim Botânico de 
Damascus in Dahlem
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One of the main features of Roberto Burle Marx's official biography is the idea that he discovered the aesthetic qualities of tropical flora that came to characterize his famous new approach to landscape design during a juvenile visit to Berlin-Dahlem Botanical Gardens, in the 1920s. This topic is repeated in all texts about his life, even the shortest ones, echoing a point he eventually expressed himself -although not as preeminently as his interviewers and biographers came to do.
Having been born and brought up in Brazilian metropolises, he is supposed not to have had a previous contact with tropical spontaneous richness, thanks to the Europeanized taste that prevailed in their gardens and urban landscape at the time. As for any young member of the local elites with a disposition towards an artistic career, his family trip to Europe was an essential condition for establishing close contact with the avant-garde tendencies of early 20th century. It was also usual for less fortunate prospective Brazilian artists to depend on government or on a private patron to allow for the "European trip" that would open the paths of a creative career. Ever since the 19th century, that pattern of contact with "civilization" had entailed the emergence of different trends of "nativist" renderings of metropolitan taste.
In such a context, the peculiar aspect of Burle Marx' European début seems to be the "discovery" of tropical nature and not only that of the formal, "univer- This is however not an isolated reference. His own description of the whole process of conversion to the cult of plants and gardens is considerably more complex. It begins in São Paulo, where he was born and lived up to the age of four. These early memories include his mother's rose-garden and the greenhouse with variegated species of the Caladium and Begonia genera, so typical of her tropical Recife whence they probably came. The impulse towards hybridization grew intensely under the influence of romantic cosmology and imagery (cf. Gusdorf, 1985; Taylor, 1989; Duarte, 2007) . The emphasis on "nature" had entailed a series of crucial transformations in European high culture since the 18 th century. Four, at least, have to be mentioned more specifically, since their influence can be traced as far ahead as BM's life project. First, there was an inner natural quality of the self that could be called "sensibility", "creativity" or "authenticity," that imposed new rules for life projects and artistic careers 7 . In the second place, there was a new concern with gardens that had assumed in England the shape of the 6 The famous voyage of Alexander Von Humboldt serves usually as a privileged example of this attraction -and of its extraordinary results and influence. A recent work has demonstrated the intensity of the interest Goethe himself took on Brazil, from a distance, inspired by the work of Carl Friedrich Philipp von Martius -the author of the Flora Brasiliensis (cf. Schneider, 2007) . Charles Darwin's circumnavigation of South America has been another frequent focus of this theme.
7 The process that led to the development of this new self came to be known as the Bildung (cf. Bruford, 1975 and Taylor, 1989) , one of the bases of modern Romantic personhood.
"landscape gardening", a rejection of baroque conventions in favor of a "natural" lay-out, absence of walls and a prevalence of dense masses of greenery.
This was the landscape appropriate for the sensible souls in search of intimacy with nature. In the third place, there was an emphasis on the authenticity of popular national roots, with a growing concern with national origins and history
8
. And -last but not least -the reintroduction of the theme of wholeness, that had seemed banned from civilized excogitations since the Enlightenment. Wholeness was expected to become embodied in a personality, in a work of art, in a nation, in a landscape, in a collective project -always enlivened by natural conditions and authentic dispositions. Terra, 1993; Leenhardt, 2006: 13; Dean, 1991) . As in Europe, the alternative styles known as "picturesque", "gardenesque", and Those were the gardens that BM must have visited and known both in São Paulo and Rio de Janeiro up to his European début. It was certain that they did not mirror the exuberance of tropical forests, but it was also certain that they were not entirely exogenous and "rootless" (so to say). The characteristics that would come to oppose most clearly belle-époque Brazilian gardens to those that BM began to propose in the 1930s were the preference for color and shape through foliage and not flowers (Blacker, 2000; Elliot, 2003) Leitmotive by heart and was becoming a specialist in Lieder singing -just as he was acquainted with current reproductions of European painting up to the Impressionists. But then there were Cézanne and Strawinsky, Picasso and Debussy: a new sense of "association" and "composition", two key words to his personal view of his own artistic evolution.
As for any young Brazilian artist, the trip to Europe meant entering into direct contact with the sources of Western civilization and art -and an introduction to avant-garde circles. What came to be peculiar in the myth of BM's European début seems, at first glance, to be the "discovery" of nature in
Europe and not that of culture, civilization or art. In fact, many biographies of the artists exposed to the experience of the European trip make explicit the fact that what was sigbnificant about the experience was not exactly the exposure to the new forms of high culture expression but rather the discovery of the inner "nature" they carried within them from their pristine origins, the forms of sensibility that had condensed in contact with their original "natural" environment and would henceforth be the guarantee and gauge of a prized "authenticity"
9 . Yet to be in Europe, exposed to the cream of Western civilization, to the acme of artistic expression, was an essential condition for conversion, the release of the inner forces that pulsed there, imperceptible, the touch of quicksilver that would catalyze the gold hidden amid brutish pebbles The biographers insist, certainly with good reason, on the importance of the intellectual and artistic circles that surrounded BM all through his life (Cals, 1995: 129; Leenhardt, 2006: 15; e. g.) . In fact he was a skilled social entertainer and cultivated these coteries with minute intensity, mostly after the opening -in 1949 -of his personal master-piece, the estate of Sítio da Bica de Santo Antonio, on the outskirsts of Rio de Janeiro. There, he held day long receptions emulated Renaissance parties, with the host offering his own music, food, poetry declamation and table decoration, in a tropical
Gesamtkunstwerk in an extraordinary architectural and garden setting.
The ideal of the romantic wholeness was explicitly cultivated. In an 12 He was a student of the writer and music researcher Mário de Andrade and of the painter Candido Portinari. Although Gilberto Freyre (BM's reference about the history of gardens in Brazil) lectured at the Universidade do Distrito Federal, their mutual acquaintance seems to have taken place elsewhere.
13 Besides Lúcio Costa and Le Corbusier, the group included architects and artists such as Gregori Warchavchik, Jorge Machado Moreira, Affonso Reidy, Oscar Niemeyer, and Candido Portinari.
interview, BM said that it was one's duty "not to restrict oneself to a single thing" (apud Oliveira, 2007: 24) . In the beloved German he had learned from his father, the word Vielseitigkeit (manysidedness) had been a motto for the Bildungsbürgertum style his family had proudly affected. These qualities of BM's private life may be considered as indiscernible from certain qualities of his public, artistic activity. "Association" and "composition" were key concepts in his worldview. These were qualities he declares to have perceived in Dahlem, in the observation of groups of plants organized according to their original habitats, leading to comparisons between homologous ecosystems rather than between individual species or genera -the result of the famous work of Engler
14
. The "tropical world" became a rational entity as much a domain of sensory feeling. "Association" is closely related to the idea of "composition": it is through a process of associative chains permeating the sensory and the intelligible that a "composition" arises, be it in music, in painting or in landscape design. BM describes plants as a "vocabulary" out of which the language of gardens can take shape 15 .
His practice of direct observation of phytogeographical habitats throughout Brazil implied this interest in the local sum of associations that offered to the observer a sense of "wholeness" similar to a work of art and that could inspire artistic creativity in the production of a man-made simile -a "composition". The trips around Brazil, the botanical collecting and the observation of many "natural" landscapes led him to develop a peculiar taste for certain formations that continually reappear in his projects: the buriti palm [Mauritia flexuosa] groves, the "restingas", the "campos rupestres" and the "campos de altitude"
16
. It is interesting that these systems are not the most typical examples of tropical exuberance. They tend, rather, to be more sparse, to concentrate on fewer species, to present larger communities of the same associations and to allow for wider vistas and for a "cleaner" visual decoding. BM explicitly expected that the richness and variety of the flora of the 14 The category «association» and its relation to Engler's work is present in BM's texts published in Oliveira, 2007: 25 and in Leenhardt, 2006: 55. 15 The references to «composition» can be found in Leenhardt, 2006: 48, 50. 16 According to the botanist Ivone Manzali de Sá (personal communication), the names for these "landscapes" do not have equivalents in the English language: "restinga" occurs in coastal plains; "campos rupestres" are dry, quartzite fields within the area of the cerrado (savannah like formations of Central Brazil) and "campos de altitude" are also drier, stony areas on top of the huge granitic boulders that abound in certain areas of the Atlantic forest.
inter-tropical belt could be translated into gardens conceived as "micro- An important aspect of the attention BM paid to "natural" wholeness as conducive to "total works of art" was this capacity of "mutation", change, implicit in plant associations -a quality that had to be taken into consideration in landscape design (BM apud Leenhardt, 2006: 52) . Again, the romantic spirit, with its emphasis on flux, on the dynamic qualities of organic world, seems to hover above him: "The garden is related to all these functions that exist in nature as an organic whole" (BM apud Tabacow, 2004: 20) 17 BM spoke approvingly of Baudelaire's "theory of correspondences", in the search for a "global sensorial experience" (Leenhardt, 2006: 33) .
18 The multifaceted quality of BM's work was the axis of his first international art book, published by Pietro Maria Bardi (with photographs by Marcel Gautherot): The Tropical Gardens of Burle Marx (1964 ;  The attention to the phenomenological, sensory, qualities of each species and the search for an appropriate locus for its development within the garden can also be considered as a dimension of wholeness. Plants present to human experience in Western culture an interesting challenge: they materialize their "individual" condition both as specimens and as species 19 . This is probably the reason why the reference to a "plant" in the following excerpt of BM can be understood in both senses: "A plant is shape, color, texture, and smell; a living being with needs and preferences, with its own personality. 
